is to act as part of the collective -but his insights were largely forgotten until the growth of interest in memory studies in the 1980s and 1990s. It was during this period that the ways in which the First World War has been remembered emerged as a significant historiographical issue. Researchers have concentrated so far on the study of commemorative sites and rituals, but it is time to recognize that, in contemporary British culture, these formal modes of commemoration represent a diminishing part of the wider public's perception of the First (and Second) World War.
In Britain since the 1960s television has been the most influential medium of popular culture. Many historians now recognize that any cultural history of British society in the years after the Second World War cannot dismiss television output as a primary source which can tell us a great deal about the society for which it was made (Marwick, 2001; Tosh, 2006) . Indeed, the media are such an all-pervasive part of contemporary life that any history of Britain post-1945 would be wholly incomplete without a discussion of its role in modern society (Cannadine, 2004) . After more than four decades of public broadcasting, it is time for historians to recognize that it is their business to understand and analyse television documentaries as influential texts of 'public history', a form of popular history designed to be consumed by a mass audience as opposed to academic history written for publication in specialist journals and monographs. Historians must learn to understand and appreciate the aesthetic elements of history on television, and the effect of those techniques on viewers' historical imagination. This article will show that a study of the ways in which the First World War has been remembered in contemporary Britain needs to examine British television documentaries in terms of their cultural, historical and aesthetic significance. As the 90th anniversary of the end of the First World War approaches, there can be no better time to open up a field of research into how the most powerful broadcast medium of our time has communicated ideas about the conflict to British viewers.
As a medium designed for mass consumption, television has always had to communicate ideas that resonate with all participants (Sorlin, 1994) . Therefore, British documentaries about the First World War have utilized the language and imagery of remembrance rituals that were established in the immediate postwar period by resonating with the elements of commemoration: the grief and consolation which lie at the heart of Britain's memory of . The remembrance rituals and signifying practices of post-1918 Britain were framed in traditional language which was understood via commonly shared images and ideas derived from classical, romantic and Christian sources, where the bereaved found the languages which enabled them to mourn (Winter, 1995 (Winter and Prost, 2005) .
This article examines the first major British television series about the First World War, the 26-part series The Great TWar (BBC, 1964) , in terms of its cultural significance. The series was the most monumental of monuments: the first small-screen memorial to the British sacrifices of 1914-18. Made in a format fit for a new age in television, the series established a new benchmark for history programmes with its technological advances, such as the sweeping musical score, veteran interviews and archive images treated to look like contemporary newsreel. The Great TWar also showed how a large television historical documentary series could be made to such a high standard as to establish television in Britain as a respectable format for history (Badsey, 2002 (Isaacs, 2003) .
The series still holds the record for being the longest-running television documentary about war, distilling 1561 days of 19 14-18, which involved 26 nations and 65 million combatants in 16 theatres of war, into 26 episodes over 17 screen hours. The Great TWar also broke new boundaries with its generous budget, the voluminous amount of archive footage that it sourced from around the world, and the number of people involved in its production.
Sixty full-time staff interviewed more than 1200 people from six different countries, helped by 70 organizations from around the world; the final cost of the project was in the region of £250,000, approximately one-third of the money required to produce a fictional film series (Gruner, 1964 (Wiggin, 1964: 32) .
Moreover, The Great TWar showed that television was a suitable platfonn for the purpose of public remembrance, and the series laid the foundations for the powerful self-generative force of televisual commemoration. It was the first series to show that historical documentaries could become media events, and their narration would be placed in competition with the writing of history in defining the contents of collective memory (Dayan and Katz, 1992 (Todman, 2002) .
This article adds to existing scholarship, and based on substantial research, it will introduce new evidence which allows a more detailed examination of the motives of the producer Tony Essex, the driving force behind the programme's design. The series was Essex's televisual memorial to the dead of the First World War, and this article will look at how the British television audience responded to this form of on-screen commemoration. It will conclude by explaining why The Great TWar failed to transcend pre-existing representations of the First World War and its place in British cultural memory. The material for this article was derived from the series' extensive production records housed in the BBC Written Archives Centre at Caversham, Berkshire. This was supplemented by, among other sources, material from interviews and correspondence with several surviving members of the production team. This will allow a broader understanding of the motivations of those involved in the production of a groundbreaking historical series, while acknowledging the wide-ranging nature of its audience.
The First World War and British culture
Although there were many Colenso and Mafeking Streets built after the Boer War (1899) (1900) (1901) (1902) , the public organization of private grief via the erection of thousands of war memorials after 1918 meant that death became synonymous with Britain's public memory of the First World War. In a similar way to calvaries in Catholic countries, the war memorial became the touchstone of things that were held in common by Britons, and Remembrance Day was for decades the moment at which people and nation fused (Smith, 1995) . The unprecedented scale of loss in the First World War led to the first comprehensive commemoration of every man that died, whether he was an officer or private soldier, volunteer or conscript. Monuments for the dead appeared in every town, village and city, in schools, factories and town halls. It became almost impossible for anyone to think or write about the war without the use of rhetoric thought to reflect the enormity of the conflagration and the number of lives lost (Smith, 1995) . In this way, the fighting of 1914-18 continues to cast a long shadow over British culture in the 21st century (Bond, 2002) .
The accepted language of remembrance enshrined the experience of the 92 war. By removing it from social and political debate and elevating it to a level of spiritual significance, the conflict's memory for peacetime British society was of a special and sacred quality. The mass of British society was discouraged from entering into a political discussion of the war's causes and consequences through annual acts of remembrance underlined by Kipling's 'Lest we forget' (Reimann, 1998) . These remembrance rituals were designed to be self-generating. For example, in November 1921, the British Legion established the sale of red Flanders poppies, an annual act of individual remembrance which was cemented within ceremonial rituals by the laying of poppy wreaths and the cascade of a million poppies fluttering on the assembly at every British Legion Festival of Remembrance since 1927. The service of remembrance, held at the Cenotaph in Whitehall, was broadcast on BBC radio every year from 1923, and it was televised from 1937 with a six-year hiatus during the Second World War.
National differences in First World War memory are pronounced. In Britain there is no sense of the war as a British victory, and poets and novelists have been much more influential in shaping the British discursive field of remembrance than has been seen in other combatant countries. In France the centralized educational system creates a space for historians to contribute directly to a national pedagogic project through centrally-controlled textbooks, and studying the First World War is an integral part of preparing students for active citizenship (Winter and Prost, 2005) . The study of remembering the conflict in Germany is still in its early phases. A greater number of academics have turned their attention to 1914-18 in more recent times, which has developed significantly our understanding of German culture during and after the war (Stibbe, 2001; Verhey, 2000; Winter, 1995; Winter and Robert, 1997 (Sorlin, 1999 ). Britain's war effort affected every part of British society and a persistent undercurrent of emotional involvement has continued to pull Britons back to the war, to revisit, reconsider and refight its battles, whether or not they experienced them first-hand (Todman, 2005) . The overriding influence of the First World War in British culture is mourning, and Britain's memory of the conflict will continue to provoke emotions such as sorrow and bewilderment. It is not that there is a lack of facts and statistics -they are available in substantial measure -but in any public representation of the war, feelings rise to the surface first (Kavanagh, 1994 (Danchev, 1991 (Brown, 2003 (Ramsden, 2002) . He was fully aware that 'a subject like the First World War would be wasted unless it was dealt with on a massive, thought-provoking, and moving scale. I wanted the series to be the biggest thing in the world' (Howarth, 1965: 8) . (Hynes, 1990 The First World War lecture series contained moving images from film archives, but The Great War's stylistic features included uneven narration, peaks and troughs at the beginning and end, and structural features to denote stasis and action in war, supported by crescendi in other codes such as music and cutting. All were used to stunning effect by Essex with particular emphasis on more tragic visual images. The film montage contains just three dramatic photographs from the Western Front -a silhouetted soldier (Figure 1 ), a single staring soldier (Figure 2) , and a uniformed skeleton-corpse (Figure 3 ) -but the accelerating rostrum camera movements create an overall impression of a collage of many more. Wilfred Joseph's score, which was written for the series, paces the quickening camera movements downwards and sideways. This creates a freefalling effect as the viewer is dragged down through the horrifying depths of mud, confusion and despair (McArthur, 1978) . This sequence was clearly designed to evoke the disorientation and horror embedded in the popular memory of the Western Front; muddy trenches, dashed hopes, death and decay. This sequence could be interpreted also as the emotional wasteland of an age living in the shadow of two world wars, as well as the post-atomic landscape of the early 1960s, but above all it is the visual recipe for the War Imagined (Hynes, 1990) .
It was the intention of those involved with the series that The Great War should capture the imagination of its viewing audience. The controller of BBC2, Donald Baverstock, was particularly keen that each programme should have 'moments of high television imagination', which Essex's coproducer Watkins took to mean 'moments that depend on sheer productive inventiveness'. 7 Unlike any subsequent major documentary made in Britain, such as ITV's World at War (1974), Essex had control over every aspect of the series, including the design of the opening sequence, which he planned with great detail and imagination. 8 In his directions to Malcolm Arnold, conductor of the BBC Northern Symphony Orchestra who performed the series title theme, Essex requested that 'a sombre building of tension' should be portrayed by the rising timpani strokes during the close-up 'of [a] rough wooden cross against the sombre sky' that is inscribed 'In Memory'. He then instructs that:
A helmeted soldier stands silently looking down at the cross. Both the cross and the soldier are silhouetted against a heavy sky. They stand on a hill, which too is black against the sky.
The timpani repeat the original stoke pattern twice 'with growing tension', and the script instructs that the camera begins tilting down into almost blackness, (like Alice falling down the rabbit-hole to wonderland -only this time it's to horror).
As the music is sizzling and growing in stridency and volume with tremendous passion … Great climatic crash of full orchestra, gong, the works! The camera suddenly ends on the bottom of a trench where lies a ghastly uniformed shattered skeleton. As the music once again swells, strong, melodic, passionate, tragic … Essex was happy to draw on the war's artistic legacy because he understood that the maj ority of people were familiar with the war through its most well-known poetry. Indeed, buried in the BBC's archive is proof that Essex wanted the opening sequence to include a reading of a poem to be specially written for the series by Siegfried Sassoon. In November 1963, Essex Sassoon did not write a poem for the series, and there is no written evidence to suggest that he was even aware of Essex's plans. It is highly unlikely that Sassoon would have agreed to be involved with the series as he 100 disliked being remembered as a war poet, particularly after his conversion to Catholicism in 1957. 9 The Great War's co-principal scriptwriter, military historian Correlli Barnett, believes that it is most likely that Essex intended to secure Sassoon's services for the opening sequence as a unique selling point. 10 Nevertheless, it is significant that a poet who already had exerted a disproportionate influence on Britain's national memory of the war would be involved in a production of this type. These early drafts for the opening titles, which remained undiscovered in the BBC archives until recently, show that Essex's conscious and unconscious decisions led him to encode the titles as a montage of images that resonated with ideas about the war already embedded in British modern memory. The progression of Essex's ideas for the series clearly indicates that he designed the series as a national televisual memorial to a most tragic period in British history.
The single British soldier that challenged the viewer to meet his gaze at the start of every episode soon became an iconic image and one of the most memorable visuals from the series. In 1965 Essex described him as 'the most famous unknown soldier in the world ' (1965: 51) . It is well known that the picture of the soldier was taken from an Imperial War Museum photograph, numbered Q1 in its highly valued 'Q' series of 115,000 First World War images, which depicts him sitting with his more cheerful comrades in a trench before the attack on the Somme on 1 July 1916 (Figure 4 ). Essex freely admitted that they had made a composite image, writing that 'it was done to suit our title sequence"' and that 'every part of the composite picture is made up of actual photographs'.2 He had deliberately moulded the images to form a memorial in that the opening sequence would show the steps back in memory:
The opening sequence was designed to take us back in time, from the cross, which could be any memorial any time, via the survivor standing over the grave, down to the long dead skeleton, over to the recent/y dead in the trench and across to the 'not yet dead' soldier with the tragic face at the end of the sequence. To achieve this simple thought, the (Taylor, 1963) . After the series was broadcast there was a national appeal to identify the new 'Unknown Warrior' who quickly became a symbol for everyone's lost male relative. One viewer wrote in to say that his eldest brother, who was killed in the war during 1918, was 'the double of this soldier even to the index finger and thumb held in the left hand, this is an idiosyncrasy of our male family'.'3 At the time he was named as Private Joseph Bailey of the 12th Battalion Yorkshire and Lancashire Regiment, who was killed in action just hours after the photograph was taken. Subsequent research, however, revealed that the soldier in the photograph belonged to an Irish regiment, and that his name was almost certainly not Joseph Bailey.
Another new discovery in the archives was that, as the staring soldier's photograph was adjusted, the image of the silhouetted soldier (Figure 1 '1 HANNA:
THE GREAT WAR SERIES suggested that it is 'a photograph of the future, of the future's view of the past. It is a photograph of Binyon's poem, of a sentiment. We will remember them.' Binyon's words were written in September 1914 before the British Army suffered substantial losses. His poem is 'a work not of remembrance but of anticipation, or more accurately, the anticipation of remembrance, a foreseeing that is also a determining' (Dyer, 1994: 7) .
These fresh pieces of documentary evidence lend weight to the assertion that the production of The Great TWar was carried out in a similar spirit of commemoration and sense of historical record.
Audience reception
The first episode of The Great TWar was broadcast on BBC2 on the evening suggests that the BBC actively encouraged people to stare back at him, as an attempt to consolidate the popularity and emotional drive of the series with the face that was beamed into their living rooms at the beginning of every episode. The viewer's cultural understanding of the war as a bloody and terrible event was reinforced by the visual and emotional power of the series, and personified by the image of the staring soldier. Viewers' letters suggest that they felt compelled to meet his gaze:
If one looks deep and long into this picture -into this abyss of hell -a whole galaxy of the horrors of war are revealed. Once a quiet sort of chap really, quite content to go home to his wife and kids after a hard day's work, eyes that held nothing but love for his family. But now after being trained to kill or be killed, are eyes that seem to burn and accuse us, the eyes seem filled with shock -hatred -mistrust-disgust-despair-loneliness, and the pleading (Nichols, 1994: 4) If the staring soldier, who as 'Private Bailey' was widely believed to have died on the Somme, was taken to represent Britain's war dead, then the silhouetted soldier was the living unknown warrior -a figure representing the millions that did return.
Despite its impressive scale, importance and popularity with viewers, The Great TWar did not change the way that the majority of the nation thought about the war. This is because its creator, Tony Essex, did not intend it to be so: The Great WVar was his memorial to the dead of the First World War. As he admitted in a newspaper interview:
I wasn't after a mere script so much as a narrative which was substantial in its own right, something with literary value. In the end it turned out what I regard as one of the main powers of the series -the contrast between the wide ranging and often beautiful words you heard and the concentration on the detail you saw. (Marsland Gander, 1964: 15 (Howarth, 1965: 8) . The fact that Britain's public service broadcast corporation poured such an enormous amount of human and financial resources into The Great TWar is a clear indication of the position that both the series and the war itself were thought to have held in British cultural life. The series also showed that television could serve as a repository for human memory for which, as the parallel expansion in published histories and memoirs has shown, there was a considerable market in Britain from the 1 960s. In commercial terms The Great TWar was a huge success for the BBC. Broadcast rights to the series were purchased by a number of other countries, and a succession of awards was bestowed upon it, such as the Screenwriters' Guild The Great War in the 21st century After The Great TWar was repeated twice in the early 1970s, the series the BBC to rent a viewing theatre at Broadcasting House for the purpose of legitimate research. The Times columnist A.A. Gill fumed about the problems that he had experienced in trying to obtain a copy of The Great Tar in 1996, and he had to wait another six years before the series was released on VHS and DVD. Gill decided that the BBC's hidden agenda was a desire to increase the value of its library stock. As the number of channels proliferated, especially after the arrival of digital and satellite broadcasting, they expected that the demand for ready-made programmes would rise and increase the value of their archives:
Auntie doesn't want to risk alienating her rich suitors by giving you or me one-night stands. But the archive is valuable in another way too; it is the single greatest repository of the defining cultural form of our century. It is like having the Vatican in a cellar or keeping Beethoven symphonies, Mozart operas and Dickens novels in a box. No, it's more than that -it's like someone coming and taking your photograph album and saying you can't see it because somebody else wants to buy it. (Gill, 1996: 9-10) Gill had wanted to get a copy of The Great TWar after watching the American-made seven-part documentary 1914-18 (KCET/BBC 1996), which was broadcast in the US as The Great TWar and the Shaping of the 20th Century. The series, billed as the 21st-century's answer to The Great Tar, took seven years and $6 million to make (Winter and Baggett, 1996) . While The Great TWar had striven to produce a developing philosophy on war and to give an account of the political, social and economic history of the 20th century, the cultural bias of 1914-18, for example the series' overemphasis on war poetry, drew unfavourable comparisons with The Great Tar anrd the majority of historians anrd television critics were united in their preference for the epic of 1964.
The pre-eminence of The Great TWar was again underlined with the broadcast of The Trench (BBC, 2002) , the first programme about the First World War to be made in the reality-reconstruction documentary genre. The Trench was a three-part series which followed 24 male volunteers from Hull who 're -experienced' elements of what their forebears had encountered in the 10th Battalion East Yorkshire Regiment (the 'Hull Pals') in the trenches of 1916. The progressive nature of the series provoked considerable media outrage long before it was due to go into production. Because it was wholly different to the narrative approach of other documentaries about the First World War, including The Great Tar, The Trench was pilloried as Big Brother in the trenches. One television critic cynically suggested a similar format based in Auschwitz (Lawson, 2002 (Henscher, 2002 (Hoggart, 2003: 19) .
